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ABSTRACT OF THESIS

HOW TO LIVE LIFE ALL THE WAY UP
LEARNING LIFE SKILLS FROM LITERARY CHARACTERS
In this essay, using the theories of psychiatrist, Eric Berne and his script theory;
psychoanalyst, Carl Jung and his archetypes and mandalas; as well as the Native
American Medicine Wheel; and the Hindu notion of the kundalini, I analyze the
psychological development of Adele Quested of E.M. Forster’s A Passage to India
(1924) and Anna Wulf of Doris Lessing’s The Golden Notebook (1962). Adela Quested
goes to India seeking the real India and while engaging the archetype of the Lover
discovers her real Self. While in India she metaphorically walks the Medicine Wheel and
discovers that to be whole she must balance her ability to think with her ability to feel.
Anna Wulf’s psychological development requires her to walk the Medicine Wheel and
discover that her idealistic thinking must be balanced by realistic thinking and her
femininity with her masculinity. This is an arduous task for Anna and requires the help of
the Destroyer archetype. By the end of the novels both women have rewritten their
scripts and become individuated and whole.
KEYWORDS: Script theory, archetypes, self-actualization, psychological wholeness,
masculinity, femininity
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DEDICATION
This thesis is dedicated to the heroic women in my family. Here are five of those women.
My Great, Great, Great, Great Grandmother Eva Marie Weber Krichbaum (1727-1779),
had the daring and strength of will to leave her native country of Germany and along with
her husband Adam and son Phillip travel down the Rhine River to Rotterdam where they
boarded the The Albany for the perilous eight-week journey across the Atlantic. Their
ship docked in Philadelphia on September 2, 1749, and since Eva and Adam had little
money and did not speak the language, they began life in Philadelphia as indentured
servants. Despite these challenges, Eva’s adventurous spirit, adaptability, and courage
allowed her to succeed in the new world.
My Great-Great-Grandmother, Malinda Hardy Creekbaum (1837-1910) was a conductor
on the Underground Railroad. In that capacity she opened her heart and home in Ripley,
Ohio to runaway slaves. Because of Grandmother Malinda, many slaves seeking freedom
found it. Under federal law, anyone caught harboring escaped slaves were subject to
prosecution, but Malinda practiced civil disobedience. I stand in awe of her courage to
resist an unjust law and a horrendous practice.
Grandmother, Beulah Margaret “Pearl” Creekbaum Nichols (1892-1954) was orphaned at
age 10 and worked as a servant girl in a home in Midway, Kentucky. She gained
independence by learning to sew and became a sought-after seamstress in Lexington. She
sewed for weddings and the seasonal wardrobes of Lexington’s upper-class women. One
of those women was Mrs. Bear Bryant, wife of the University of Kentucky’s football
coach. Pearl had a puritan work ethic and believed in pulling herself up by her
bootstraps. I applaud Pearl for her endurance and mastery and love her for her kindness
and spending her last nickel to buy me a movie magazine.
Grandmother Lola Preston Poulter (1891-1959) was in an unhappy marriage at a time
when divorce was unacceptable. Nevertheless, she divorced her husband, and left the

small community of Paint Lick for Lexington. Lola could not read or write but found a
job sewing parachutes for the Irving Air Chute company, rented an apartment and lived
successfully on her own. I praise Lola for her courage to break out of her script and,
against all odds, shaped a new life for herself. I love her for showing me how to do the
same, for all the blackberry cobblers she made me, and for loving me when I was a not so
loveable, gangling, asthmatic, shy kid.
My mother, Flossie Mae Underwood Nichols (1911-1991), with only an eight-grade
education, sought a life that was right for her and not one assigned to her by society.
When my dad objected to her working outside the home, she defied him and took a job as
a cafeteria worker at Henry Clay High School. With her wages she bought our first TV
and had a telephone installed. I admire her for being a liberated woman before we knew
what that meant. She encouraged me to delay marriage and have a career and I will
always love her for giving me that advice, and for teaching me to live my life as if I was
dancing the Charleston.
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Chapter One
Introduction
“Fairy tales, legends, mythology and drama were the early tools mankind used to distill
out and record the patterns of human living. And those stories still provide keys to the
framework of contemporary life scripts.”
Eric Berne
What Do You Say After You Say Hello?

“It is the novel—the imaginative reflection of the collective unconscious—which takes
the raw material of myth and transforms it into a work which the people of a culture can
understand and identify with on a conscious level.”
Judith Fryer
Faces of Eve
Robert Cohn in The Sun Also Rises (1926) complains to his friend Jake Barnes, “I
can’t stand it to think my life is going so fast and I’m not really living it.” Jake responds
that, “Nobody ever lives their life all the way up except bullfighters” (18). I interpret
Jake’s remark to mean that to live life all the way up means we face life fearlessly like a
bullfighter faces a bull---we play offense not defense---we learn to access our personal
power and that means we make decisions based on what we want not what we don’t
want, and we make decisions out of love not out of fear. For example, in The Sun Also
Rises, bullfighter Pedro Romero made his decisions about how to fight the bull based on
the love of the sport and the love of the bull not on fear. Jake describes him saying,
“Pedro Romero had the greatness. He loved bull-fighting, and I think he loved the bulls”
(218). In contrast, other, inferior bullfighters based their decisions on how to fight the
bull out of fear and self-protection.
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Life, like going into a bull ring, is risky; it may even mean risking death---if not literal
death, then figurative death. So, using power and playing a game of offense requires
courage. In the beginning of The Sun Also Rises, Jake doesn’t have the courage to live life
all the way up, so, he just hopes he can learn to live in it (153). But for those of you who
don’t want to settle for just living in it, I’m offering a way to learn how to live life all the
way up. And that way is by observing literary characters who learn how to do it, and as

they learn we learn right along with them. In this essay the two characters we learn from
are Adela Quested of E.M. Forster’s A Passage to India (1924) and Anna Wulf of Doris
Lessing’s The Golden Notebook (1962). Adela is disappointed that she is “living at half
pressure” (239) and Anna is, “interested only in stretching myself, on living as fully as I
can” (59-60).
Of course, it’s worth mentioning that there is a difference in the observation of real
and fictional characters. Real people’s lives are messy, and the effect of their actions is
often not seen for months or years. However, fictional characters are more easily
analyzed because their lives are contained in a finite number of pages, usually less than
600, making the cause and effect of their behaviors easier to connect and analyze.
Another difference is in analyzing the motivations for real and fictional characters. Since
we are not inside the heads of real people, we tend to observe their actions and attribute
motive based on behavior and we are sometimes wrong. But with literary characters we
can often know their motivations either because they are described to us by the narrator
or by the characters themselves.
As a psychotherapist and executive coach, I am in the position of helping people learn
to live life all the way up. That means helping my clients understand what it means to
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become whole and how to gain access to their personal power. Working in organizations
my skills are often applied to helping women get promoted which means helping them
gain position power. And position power means obtaining a title and a salary increase. In
the process of helping women gain power what I learned is every woman, and man for
that matter, already has power—personal power—power that is inherent, intrinsic, and in
short, like a diamond mine buried inside and just waiting to be excavated. After digging

up those diamonds or personality traits, the next step is learning to use them. For
example, if you are a cautious person, you may discover that the diamond you excavate is
risk taking. You will be more whole and have more power, if you learn to take risks and
to achieve a balance between caution and risk taking. So, in this essay I use literary
characters to help you understand how to become whole, how to access your personal
power, and how to live life all the way up.
Being responsible for Leadership Training in a large regional bank, I was tasked with
preparing mid-level managers for high-level leadership positions. To that end, I
conducted a study of managers in the organization using a profile known as the Life
Styles Inventory. This inventory revealed whether the manager was able to use a wide
range of behaviors. To simplify a complex study, I’ll say the managers were measured
on how well they could express themselves using the best of the so-called masculine and
the best of the so-called feminine behaviors. These are abstract concepts, so to help
participants in the study learn what these behaviors look like in action, I used characters
from movies and novels. For example, I used the 1982 film Tootsie directed by Sydney
Pollack to illustrate how managers need to integrate their masculine and feminine sides.
The participants analyzed the character Michael Dorsey (Dustin Hoffman). Michael, an
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obnoxiously aggressive male disguises himself as a woman to win a role on a television
soap opera. To be convincing as a female, Michael must access his warm and nurturing
feminine side and he has to temper his aggressiveness. Yet, when he believes the lines in
his script are too passive and wimpy he accesses his masculine assertiveness and rewrites
the them. The new lines allow his character, Dorothy Michaels, to speak with a nurturing
assertiveness. And when Dorothy delivers the new lines in an authoritative yet

compassionate voice the audiences go crazy for her. In short, they love Dorothy, and she
becomes a star with a lot of star power. Her star power is personal power, it was not
conferred on her by the director; she gained her power by pursuing what she loved, acting
with courage and with integrated masculine and feminine skills. I’ll tell you more about
changing the lines in your script later in this essay.
All the managers in my study were able to learn from Dorothy Michaels and a variety
of other literary characters, and by the end of the study all participants had improved their
leadership skills, and several were promoted to Vice President and Senior Vice President.
One of the most important things that these managers learned was that the top leaders in
the bank wanted them to learn to use their personal power and not just rely on position
power. Personal power meant learning the skills such as courageously advocating
unpopular ideas and, with just as much passion, inquiring as to the ideas of others and
then listening. Some managers were good at advocating and others were good at listening
but to be effective they had to learn to do both (Mize 1992).
For the managers in my study, I provided what I called treasure maps with X’s
marking the spots where they should dig and unearth their unique treasures. In this essay
I provide you several of those same maps which I pieced together from philosophers,
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psychologists, mythologists, leadership gurus and from observing the quests of various
literary characters as well as managers in corporations. And though in this essay I use
examples of cisgender women, these ideas apply equally to everyone: men, women,
lesbian, gay, bisexual, transgender, queer, intersex, and asexual people.
Philosophers, psychologists, mythologist, and leadership gurus concerned with helping
us to live life all the way up have remarkably similar theories. In fact, the goal of each of

these theorists was to help us move from a shackled existence to a liberated one---from
duality to wholeness. I’m a big believer in Albert Einstein’s quote, “No problem can be
solved by the same consciousness that created it, we must learn to see the world anew.”
As I’ve said, in this essay I focus on two characters, Adela Quested and Anna Wulf, each
of whom learn to see the world anew and by watching them, new worlds open to us. Now
let’s turn to the theories I use in this essay to show how they help these two fictional
women learn to see the world anew.
The first is Eric Berne’s Script Theory. Berne’s psychoanalytic script theory holds that
a life script is the life plan given to us at birth by our parents and by our culture. And that
script governs the way we live our lives. Berne contends, like Judith Butler, that we are
taught to behave as male or female, but Berne goes even further saying that we are also
scripted to have certain values and beliefs, to be a winner or loser, a giver or taker,
worthy or unworthy, an idealist or a pragmatist, and so on. It’s like we are handed a
Hollywood script and that script tells us how to live---whether we are the star of our own
movie or whether we have a bit part; whether we order buttered or plain popcorn;
whether we choose where we sit in a theater or whether we let our companion choose for
us. And, unless we make conscious the dictates of our scripts, we will continue to say
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our lines and move as directed even when that role leaves us feeling powerless.
Remember my example from Tootsie, when Dorothy Michaels felt like her lines were
making her powerless, she rewrote them. We can do the same.
In fact, we learn to see the world anew when we discover our scripts and realize there
are many other scripts from which to choose and therefore many new ways to see and to
be in the world. In this thesis you will discover how Adela Quested and Anna Wulf

shelved their original scripts---those given to them by society---and wrote themselves
new ones. In other words, they became authors of their own lives.
The second theory or mythology that I am using to show how we learn to see the
world anew originates with the Plaines Indian People (specifically the Cheyenne, the
Crow, and the Sioux), and they have similar ideas related to the concept of enlarging our
scripts so that we can experience all that life has to offer. Hyemeyohsts Storm in his book
Seven Arrows (1972) describing the medicine wheel,
At birth, each of us is given a particular Beginning Place within the Four
Great Directions on the Medicine Wheel. This Starting Place gives us our
first way of perceiving things, which will then be our easiest and most
natural way throughout our lives. But any person who perceives from only
one of these Four Great Directions will remain just a partial person. (6)
Hyemeyohsts Storm
So, it is our task to learn to walk the medicine wheel and get its gift which is learning to
perceive from Four Great Directions and in the process becoming balanced and whole.
For example, one individual starts life as an extrovert looking outside himself but to be
whole he must also learn to be introspective and look within; or another individual starts
life being comfortable solving problems with her rational thinking skills but to become
whole she must also learn how to include her feelings in the decision making process; or
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a third individual starts their life with the ability to see from an idealistic point-of-view
but to be whole they must also learn to see from a pragmatic and realistic point-of-view
as well. When doing leadership training, my goal is to have participants discover their
preference for seeing the world and then learn additional ways of doing so.
Storm tells us that, “The medicine wheel can best be understood if we think of it as a
mirror in which everything is reflected. ‘The Universe is the Mirror of the People’ and

each person is a Mirror to every other person” (5). This means that we can learn about
ourselves by observing other people and literary characters. For example, in Chapter
Three of this essay we see Anna Wulf demonstrate for us how to use other people as
mirrors. Anna observes real people as well as the characters she creates to see how their
behaviors mirror her own. Since she is undergoing Jungian analysis, her medicine wheel
takes the form of a Jungian mandala. Both the medicine wheel and the mandala serve the
same purpose---they provide a spiritual/psychological map which, if followed, culminates
in a balanced self.
Which brings us to our third theory created by Swiss psychiatrist and psychoanalyst,
Carl G. Jung. Jung is well known for his use of archetypes of the unconscious and his
psychological types. The well-known Myers-Briggs Type Indicator is based on Jung’s
psychological types. And while the Myers-Briggs is not considered a scientific
instrument, it nevertheless is helpful in allowing us to identify our behavior preferences
and to also identify our least preferred way of responding to the world. In that sense it
gives us a starting place for walking the medicine wheel and integrating undiscovered
parts of ourselves. In so doing, we gain versatility and with versatility more choices, and
with more choices more power.
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If we administered the Myers-Briggs to Adela Quested, we would discover that she
has a very high score on the Thinking dimension and a very low score on the Feeling one.
Forster makes it clear that Miss Quested’s personality is unbalanced in that she is unable
to feel. She wants to solve every problem by engaging her head at the expense of her
heart. At the beginning of the novel, we see her about to marry a man she does not love
because she has decided it is the rational thing to do and that is what her script calls for---

rational thinking over feeling. However, by the end of the novel, as we will see, she has a
spiritual experience which enables her to include her heart in her decision making.
The fourth theory is based on Jung’s archetypes and was expanded by Carol Pearson.
Pearson is an American author and educator. In this essay I use several of the archetypes
described by Pearson to analyze Adela Quested and Anna Wulf, and in analyzing them, I
learned something about how to use the archetypes and fictional women to help me
navigate my world and I hope you will do the same. Moreover, I hope that the fearless
way Adela and Anna face their obstacles will give us the courage to face our own
challenges. Facing someone down in the street with a gun is not the kind of courage I’m
talking about. The kind of courage I refer to is emotional. It’s having the courage to
delete the lines in your script that no longer work for you and write yourself new lines--lines that express your authenticity and allow you to access your power.
Before we get to Adela and Anna I start in the Garden of Eden with the mythic
character, Eve. Genesis tells us that God scripted Eve and then handed down her script to
all women. As the story goes Eve disobeyed God, ate the fruit from the tree of
knowledge, and for the sin of daring to seek knowledge had to be punished. She and
Adam were evicted from the Garden of Eden, where they had experienced unconscious

8

bliss, and into a world of duality where there was happiness but also unhappiness.
Essentially the fall out of Eden was a fall into the binary.
How we interpret this story of Eve and her fall can have a devastating effect on how
we see ourselves and how we use our power. So, let’s dig a bit at this spot by
remembering your thoughts about Eve. When you were a child, did you think Eve was a
bad girl or did you think her curiosity and her desire for knowledge was admirable and

her disobedience courageous and well worth the consequences? Of course, most of us
(boys and girls) thought Eve was a bad girl. After all, we were children and we thought
like children---we believed what we were told without question because we heard the
story from people we trusted. We had not yet learned critical thinking skills. In this essay
I supply ways to think critically about Eve’s script and how, when it negatively
influenced our own, thwarted our chances of accessing our power. A trip back in history
provides us a background on how the myth of Eve was created in the first place. In his
book The Alphabet Versus the Goddess, Leonard Shlain documents how the Greeks and
the Hebrews were intent on usurping the power invested in female deities and to that end
created the stories of Pandora and Eve.
Eve’s Story
Here is a short version of Pandora’s story by Hesiod who in the 7th or 8th century
BCE composed a genealogy of the Greek gods. Zeus was the main god, and one of his
first tasks was to create Pandora, the Greek counterpart of Eve. He gave Pandora to
Epimetheus, and then entrusted him with a box containing the ills of the world.
Disobeying her husband’s orders to leave the box untouched, Pandora opened the lid and
released a collection of evil spirits into the world. In punishment for her disobedience,
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Zeus sentenced Pandora and all her daughters to experience difficult childbirth.
Moreover, because she disobeyed, she and all women were to be dominated by their
fathers and their husbands. You can’t help but notice Pandora’s script is a lot like Eve’s,
and both these stories have the same purpose: to denigrate women, demote the Great
Mother, and create a myth that enables men to dominate women.
Furthermore, in their effort to demote the Great Mother, they demote the snake as

well. This demotion was necessary because the serpent was a great ally of female deities.
In fact, in Babylon, Egypt, Crete, Greece and Canaan the snake was a symbol for the
female deity and was linked to wisdom and prophetic counsel. But the new Hebrew male
God of Genesis 3:14-15 was so outraged that the serpent had advised Eve on how to
obtain knowledge and self-awareness, that he said to it, “You are cursed more that every
beast of the field; on your belly you shall go, and you shall eat dust all the days of your
life. And I will put enmity between you and the woman.” This was a powerful script with
a curse, and it has endured for thousands of years for the Judeo-Christian people.
However, in the Hindu tradition there is no Eve, no snake story, and no hostility
toward snakes. Instead, in the Hindu tradition the snake is a divinity. It symbolizes
creation, preservation and destruction. In the Hindu tantric tradition, the serpent
represents the kundalini, which is a spiritual not material energy inherent in all of us. This
feminine, creative energy lies dormant at the base of the spine coiled there like a snake,
until it is awakened. Once the kundalini is awakened, it rises upward along the spine,
making its way to the heart and the head to reveal our greatest truths. When it reaches the
crown, a deep experience of unity occurs, our consciousness expands, and we have access
to our personal power. When the kundalini rises one may experience a feeling of
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energy that can be unbearably strong or painful, often accompanied by shaking, jerking,
or spasms. Yogis practice for years to get the kundalini to rise; for others it happens
spontaneously, as we will see with Adela Quested.
Before Eve
Prior to the denigration of the snake and the stories of Eve and Pandora, women
possessed power. In When God Was a Woman (1976), Merlin Stone uses archaeology to

record a time when, in the Near and Middle East, the goddess reigned supreme. The
Venus of Laussel is one such example, an image of her was discovered in a cave in
southern France and dated around 22,000 years ago. And recorded history dates the
worship of goddesses back as early as 5,500 years ago. The goddess went by many names
such as: Nuit, Astarte, Isis, and Ishtar. Beyond being worshiped for fertility, she was
revered as the wise creator and the one source of universal order. Under the reign of the
goddess, women bought and sold property, traded in the marketplace and inherited the
title to property as it passed from mother to daughter. However, under a patriarchal male
god, all these rights for women were abolished. While women have regained many rights
legally, the effect of Eve’s script continues to haunt many of us mentally and emotionally
causing us to strive to be good, obedient, and conventional girls who are loaded with guilt
and seek the approval of others. But these beliefs are limiting, and they bury our power.
To begin to recover our buried power, it’s time to look at the positive side of Eve’s
actions and for that I rely on the scholarship of Carol Pearson. In her book, Awakening
the Heroes Within, she writes, “Eve’s fall, though clearly a fall from wholeness into
dualism, is paradoxically a fortunate fall” (75). It is fortunate because the fall is the
moment that Eve becomes conscious and therefore recognizes that she has choices.
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Joseph Campbell in the Power of Myth also sees the Fall as fortunate. He writes,
“Woman brings life into the world. Eve is the mother of this temporal world” (47). This
view puts Eve in a whole new light. She wanted knowledge, she wanted life, and she was
willing to break the rules to get it. And for that she was ejected from the Garden into
duality, meaning she now had the ability to know right and wrong, good and bad, joy and
pain, and so on. The good thing about duality is that it gives us the power of choice, and

the good thing about choice is that it gives us a way back to Eden or Paradise Regained,
but this time on a conscious level. In the lexicon of archetypical psychology, we regain
paradise when we become consciousness of our duality and learn to heal the split. When
the split is healed, and we achieve conscious unity, we become free. In other words:
Paradise Lost happens when we are evicted from Eden, where we experienced
unconscious unity, into a world of dualities, and we regain Paradise when we consciously
recreate our own sacred space by uniting the binary split in our personality. With the split
healed we have increased choices since we can now be selfless and selfish, idealistic and
realistic, emotional and stoical, etc.
In this essay, as I’ve said, I show how two female fictional characters, living in
different patriarchal cultures gained power by accessing their freedom to choose and, in
making courageous choices, move toward a conscious unity of self. But with their
choices come consequences—-consequences which are frightening. And, to the extent
that they allow fear to keep them from making the tough choices and accepting the
consequences of those choices, they limit the power they could have over their lives.
Pearson writes about women who want to remain in a state of innocence or a refusal to
fall. She says, “Women who refuse to fall never really grow up. Unless they fall, they
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may never become an authentic self” (78). If a rejected part of the self tries to express
itself, the Innocent, not wanting to see those qualities in herself, projects those rejected
qualities on to others. And as we will see, Adela Quested projects her disowned sexual
proclivities first on to monkeys and then on to Dr. Aziz. That’s one of the dangerous
things about trying to remain innocent; it can sometimes cause the Innocent to practice
denial about their motives and actions, and this allows them to avoid taking responsibility

for their part in their problems. These would-be innocent people “cannot admit they are
imperfect without feeling horrible about themselves, and often are controlled by guilt or
shame” (Pearson 77). Refusing the fall is tantamount to refusing to use your personal
power to affirm your life, acknowledge your strengths and weaknesses, and take
responsibility for your actions.
Why would a person refuse to affirm their own life? Joseph Campbell explains the
phenomena saying that it stems from the “biblical tradition we have inherited, which
states that life is corrupt, and every natural impulse is sinful unless it has been
circumcised or baptized” (47). Adela Quested is caught in that tradition and it has taught
her that her natural impulses are unseemly, if not sinful. In Chapter Two, using Forster’s
novel as well as David Lean’s film interpretation of the novel we look at Adela Quested’s
refusal to fall and the consequences, and in Chapter Three we look at Anna Wulf’s
refusal to fall and her dire consequences. Eventually both women allow the fall and reap
the benefits.
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Chapter Two
Adela Quested: Scripted to Remain in Innocence
For whoever wants to save their life will lose it,
but whoever loses their life for me will find it.
Mathew 16-25
I couldn’t detect at the time . . . no, nothing as solid as sadness:
living at half pressure expresses it best.
Adela Quested
A Passage to India

In this chapter I analyze Adela Quested, one of the main characters in the novel A
Passage to India, and I show how she is scripted to be a proper British woman who
extols the virtues of thinking over feeling. However, this scripting is not working for her,
and her unconscious is struggling to let her know that she needs to get in touch with her
feelings. In short, her unconscious is urging her to engage her ardor and learn how to give
and receive love. But Adela attempts to repress her emotions (especially her sexuality)
while at the same time striving to discover it. This clash ends in an emotional breakdown.
She recovers from her breakdown when she accepts her sexuality and her ability to make
decisions based on feelings as well as thinking.
In this chapter I refer to both the novel and David Lean’s film interpretation of the
novel. I interpret Adela’s behavior through the lenses of Eric Berne’s psychoanalytical
Script Theory; Carl Jung and Carol Pearson’s theories of archetypes, specifically, the
archetypes of the Innocent and the Lover; and finally, I use the lens of the Hindu religion
to understand Adela’s experience in the caves.
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Adela Quested has been scripted by her British upbringing to be rational and
unfeeling. She believes it is important to use her thinking ability and keep her feelings
repressed. But she knows something is wrong and she describes herself as living at half
pressure (239). Now she has come to India, a country Forster depicts as valuing feeling
over thinking, and the Indians do not trust Adela because of her inability to express her
passion. At Aziz’s trial Adela confesses she was wrong about Aziz sexually assaulting

her, but the Indian people discredit her confession saying, “. . . though it came from her
heart, it did not include her heart” (245). The question is this: Will being in India (a
country Forster depicts as valuing the emotional and the spiritual over the rational) help
Adela to get in touch with and express warmth, ardor, and soul? In other words, will she
allow herself to embrace the Lover archetype? A part of her wants to love and so she asks
questions about it and as she does her unconscious calls the Lover archetype into her life.
In short, the Lover archetype includes romantic love, brotherly love and love of ideals.
More on this later.
Let’s begin at the beginning. Adela Quested has come to India from England to
consider whether she should marry Chandrapore’s City Magistrate, Ronny Hislop, and
she is accompanied by Ronny’s mother, Mrs. Moore. Adela is a schoolteacher who has
been scripted by a British society that prides itself on thinking rationally, keeping a stiff
upper lip, and controlling emotions, especially sexual impulses. In trying her best to
perform in a rational way, Adela comes across as priggish by Cyril Fieldling, the
Principal of the Government College in Chandrapore. If she is successful in repressing
her natural impulses, she will remain in innocence---a good girl who is accepted by her
community and one whom she herself can accept.

15

Pearson describes the Innocent archetype like this:
The goal of the Innocent is to live their life in safety. In the Christian tradition the
myth of the Fall from Eden is a fall from innocence into a world of pain,
suffering, and toil. The journey of the naïve Innocent begins in a kind of Eden, a
utopia, a safe, secure, peaceful, loving environment. Suddenly, she is thrown from
that environment and enters a world where she is judged, where unfair
discriminations are made, where conflict and violence are rampant.” (Pearson 73)

Adela is an Innocent in that, like Eve, she is living in safety---a metaphorical Garden

of Eden. But unlike Eve, Adela is refusing the fall. Adela, following her rational
scripting, believes that her natural sexual impulses are wrong and therefore should be
repressed. It’s interesting to note that on her way to the Marabar Caves Adela, like Eve,
has an encounter with a snake. “She saw a thin dark object reared on end at the farther
side of a water course, and said, ‘A snake’!” However, when she looked through the field
glasses (a rational scientific instrument) she saw that it wasn’t a snake “but a withered
and twisted stump of a toddy palm” (140-141). The villagers continued to insist that it
was a snake. Her companion, Dr. Aziz, agreed that through the field glasses it looked like
a tree but insisted that it was a black cobra and told her about the protective powers of the
snake. Adela considered Aziz’s explanation rubbish. This is the crux of the problem:
science and the rational verses the mythological and the emotional, and Miss Quested
clings to the former because that’s what she has been scripted to do.
At this point in the story, we fear that Miss Quested will be unable to fall out of
innocence because, unlike Eve, she does not have the help of a mythological serpent.
While Eve’s serpent encouraged her to become conscious and acknowledge her sexuality,
Miss Quested’s snake, when looked at with rational scientific eyes, becomes a withered
twisted stump, rendering it powerless to help her and she is left on her own. However, the
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snake will give her another chance. And later, when she is in the cave, it will have a
profound influence on her.
Miss Quested is, in some ways, an old-fashioned girl and while many girls in 1920’s
England have rejected strict sexual mores, she has not. First wave feminism occurred in
the late 19th and early 20th centuries throughout the Western world and Marie Stopes had
published a book called Married Love (1918), which advocated the importance of

women’s sexual desire. So, these new ideas about women’s passion are available to
Adela but her particular society still has a very strict code of conduct, and that code
requires her to repress her sexual desires. In the film version, when on the train ride to
Chandrapore Mrs. Turton, who is a self-appointed arbiter of social mores, says to Adela,
“I believe you and Ronny met in the Lake District Miss Quested.” This was a veiled
attempt to find out if Adela and Ronny had been alone in an inappropriate way. Taken
back a bit at this personal inquiry, Adela answers, “yes we did.” Understanding that Mrs.
Turton is implying an improper meeting between Adela and Ronny, Mrs. Moore quickly
chimes in and says, “Miss Quested was with her aunt. I was with Ronny.” As if, in 1926
the sexes had to be chaperoned until marriage. But Ronny, Adela’s fiancé, ascribes to
these same restricted sexual mores and when his mother tells him he should spend time
alone with Adela, he says he can’t do it because, “people’ld gossip” (49). Ronny sees
himself as adhering to traditional chivalry, whose paradoxical protection of women is a
subtle way of keeping them oppressed.
Not willing to accept this oppression, Adela attempts to discover something more of
herself, though what she wants to discover is still unconscious. Nevertheless, her
unconscious pushes her forward and causes her to ask to see the real India, when what
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she really wants is to see is her real self. But since the desire to discover her real self is
still unconscious, she cannot pursue it directly. Meanwhile, to honor her request, the
English hold a Bridge Party, which means Indians are invited. Yet, at the party the
English and Indians, for the most part, stay in their separate spaces and the Bridge Party
fails to satisfy Adela’s desire to experience the real India. However, it is a step in the
right direction in that she has a flash of what her life will be like if she marries Ronny.

In front, like a shutter, fell a vision of her married life. She and Ronny would look
into the club like this every evening, then drive home to dress; they would see the
Lesleys and the Callendars and the Turtons and the Burtons, and invite them and
be invited by them, while the true India slid by unnoticed. Color would remain but
the force that lies behind color and movement would escape her even more
effectually than it did now. (47)
This picture of her future life is unappealing to her. She understands that it is a life
without the force behind the color, without the passion, the excitement, the surprise, the
risk. In her words it would be a life lived at half pressure. But she is not ready to let go of
this safe environment, and she plans to go on with the marriage. It is not until she and
Aziz are climbing toward the caves that she allows into her conscious mind thoughts of
love. And she thinks to herself, “What about love?” (152). And she is shocked when she
admits to herself that she and Ronny do not love each other. She is vexed and thinks to
herself, “Not to love the man one is going to marry. Not to find it out till this moment!
Not even to have asked oneself the question until now! Something else to think out”

(152). Instead of paying attention to her feelings she intends to use her rational mind to
think out her questions about love, and of course, she fails. This is a job for the heart as
well as the head.
Yet, she continues to think. “Ought she to break the engagement off? She was inclined
to think not—-it would cause so much trouble to others; besides she wasn't convinced
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that love was necessary to a successful union” (152). A part of Adela wants to break off
the engagement, but she is trapped by three things: her script, which requires her to play
the role of a good girl—-one that pleases others; her preference for using her rational
mind without ever consulting her feelings; and her desire to play it safe. With those
limitations she decides to marry Ronny and live without love. In this loveless marriage
she will live in a conventional, rational, passionless, and safe place. It will be a life of

boredom and she will fail to discover and experience new dimensions of herself—-she
will fail to integrate her personality—-she will fail to get the gifts of one who walks the
medicine wheel. Moreover, she is at risk for a mental breakdown because her rational
mind is in conflict with her body’s desire for passion.
She makes her choice to marry knowing that Ronny is not going to engage his natural
sexual instincts. Ronny’s sexual potency seems as withered as the stump of the toddy
palm. On Adela’s first night at his house, Ronny has her sleep in a separate room. He
knocks on her door to say goodnight and doesn’t even consider going in to kiss her good
night much less have sex. In the film version, after Ronny’s knock, we see Adela sitting
on the side of the bed. She has a hopeful expression on her face in anticipation that they
may have some contact. Then her face registers disappointment when he says good night
and walks away. But she doesn’t say anything and because she fails to ask for what she
wants her power remains dormant and unrecognized.
Later Ronny, still adhering to the chivalric code which indicates that a white woman
should never be left alone with an Indian, goes to Fielding’s house and explodes when he
finds Adela not only alone with Professor Godbole and Dr. Aziz, but with her bare legs in
a tank of water alongside Godbole’s bare legs. Dangling her uncovered legs in water,
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which is often symbolic of the unconscious, is a small step toward Adela uncovering
new parts of her personality, specifically her sexuality, but Ronny has no awareness or
understanding of Adela’s psychological needs. So, he insists that they leave Fielding’s
house at once without allowing Adela and his mother to say their proper goodbyes. Later
that day Adela tells Ronny she doesn’t want to marry him. Her experience with Aziz and
her bare legs in the tank alongside Professor Godbole’s bare legs was a first step in

experiencing her freedom, and her unconscious wants more. Her experience at Fielding’s
home has caused her to want to explore an unconventional life. She is angry with Ronny
for interrupting that experience, and her anger gives her the courage to break-up with
him. Predictably, they both accept the break-up without expressing any feelings. They
handle their break-up as rationally as they have their relationship.
Later, the film version adds an additional scene that shows Adela engaging her
courage to leave her protected Garden of Eden (i.e., Ronny’s bungalow on the
government compound) and this outing gives her a chance to fall out of innocence, which
her unconscious desperately wants to do. She bicycles out into the country through long
dry grass that leads to a ruined entrance to a temple. The wall is overgrown with creepers
and vines. She looks on the ground and sees a beautiful headless statue of a woman lying
in the grass, her voluptuous body is decked out in a jeweled girdle. She looks up and sees
a carving of a sensuous man looking down at her. Then she sees carvings of men and
women making love. In one carving the woman sits straddling the man looking up at
him—-their lips about to touch. Their love making, sensuous and unashamed, awakens in
Adela her own carnal desires---her animal instinct. Since that instinct is unacceptable to
her, she projects it onto the monkeys that appear on the temple wall. Suddenly the
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monkeys begin screeching and running toward her. Her animal instincts are breaking
through her rational control; these feelings are too powerful for her, and she rushes back
to her Garden of Eden as fast as she can and tells Ronny she wants to marry him. Again,
Adela is choosing safety rather than following her instincts to get what she wants.
Pursuing what her unconscious wants is just too frightening to her. This refusal to fall
will keep her from becoming whole as she will continue to repress the parts of herself she

considers unacceptable.
Though she comes close, Adela continues to be unwilling to experience the fall out of
innocence. And though one part of her wants to experience her sexuality, it is intolerable
to her idealized notion of herself as a good and rational girl. But being unwilling to take
the fall and forgoing what a part of her desperately wants does not stop her from wanting.
The conflicting demands to remain in a state of innocence yet have a passionate sex life
eventually cause her to have a mental breakdown and falsely accuse Dr. Aziz of
attempted sexual assault or what the proper English refer to as an insult.
What the English refer to as an insult allegedly happened in the caves. However, all
Forster lets us know about the experience is that something happened in the caves. It’s
left for the reader or movie-goer to decide what happened. In the film we see Miss
Quested go into the cave alone and shortly she has what appears to be an anxiety attack,
her breathing increases and there is fear in her eyes. It looks as if her repressed sexuality
is breaking through and she is unable to stop it. Since she cannot own her sexuality, she
projects it onto Dr. Aziz and believes he has attacked her. Because of her false
accusation, Dr Aziz is held in prison for days while Adela is held a prisoner of her own
mind and is supported by the English who surround her. After her experience in the
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caves, she appears be in a state of disassociation. Jung “theorized that dissociation is a
natural necessity for consciousness to operate in one faculty unhampered by the demands
of its opposite.” I contend this is what happened to Adela in the caves. Her sensuous self
operated for a very short time unhampered by her rational self. But her rational self
quickly regained control and reasserted its demands against her body’s wishes. Her
refusal to acknowledge her body’s needs causes her breakdown. And, like Eve’s fall,

Adela’s mental-breakdown or fall, is a fortunate one. It allows her to escape the
conventional, boring, loveless life she would have had with Ronny and puts her on the
road to an adventure, if only she has the courage to take it.
Adela’s fall happens in the cave, and she describes the experience like this:
I went into this this detestable cave, and I remember scratching the wall with my
fingernail, to start the unusual echo, and then as I was saying there was a shadow,
or sort of shadow, down the entrance tunnel, bottling me up. (193)
The shadow she sees bottling her up and keeping her in the cave is like her rational self or
her shadow side and the cave is like the dark unenlightened place in her mind. Up until
this point her rational mind has kept her emotions bottled up inside like a mythological
dragon that guards caves. She continues:
It seemed like an age, but I suppose the whole thing can’t have lasted thirty
seconds really. I hit him with my glasses, he pulled me round the cave by the
strap, it broke, I escaped, that’s all. He never actually touched me once. It all
seems such nonsense. (193)

I contend that it was not nonsense but a profound spiritual experience. I don’t believe
there was another person in the cave with Adela, and in the film, we see that she was
alone. Therefore, she does not actually hit anyone with the field glasses. Most likely, as
she and Mr. Fielding later speculated, it was all a hallucination or what Jung would call
getting in touch with her shadow side. Scholars have offered numerous compelling
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interpretations of what happened in the cave. Ted Boyle writes, “In the caves, the
subconscious, the irrational, the emotional, the very soul of India wins out over the
conscious, the rational, the intellectual---all that Adela has been taught by Western
society” (479). I agree with this interpretation. Adela could easily be compared to India.
Like the soul of India (as Forester depicts it), Adela’s soul was repressed by the rational,
unemotional British scripting. Keith Hollingworth says, “The echo? It is the meaningless

‘answer’ which necessarily is return when people look to science for the meaning of life”
(217). This is another solid interpretation in that it challenges the idea that rational
science can explain everything. Mary Melfie says, “Adela cannot assimilate contrary
evidence regarding her ‘shadow’ that is awakened in the Marabar caves. Adela, whose
experience in the cave is frightening, exhibits a starved imagination and a fear of the
primordial animal (the other) within” (114). Melfie’s interpretation is in line with a
psychoanalytic one which purports the importance of integrating one’s shadow side.
While all these ideas are persuasive interpretations, they do not explain both Miss
Quested’s echo and her physical experience.
For me, the most comprehensive interpretation comes from using a Hindu lens. And
using that lens, I contend that Adela had a spontaneous rising of the kundalini. As I said
before, the kundalini is like a snake coiled at the base of the spine. In describing the echo,
Forster writes, “Even the striking of a match starts the worm crawling” (147); “. . . and
the cave is stuffed with a snake composed of small snakes, which writhe independently”
(148); “. . . and however much they dodge or bluff---it would amount to the same, the
serpent would descend and return to the ceiling” (150). According to Hindu philosophy,
when the snake or kundalini rises to the heart it opens one to love and compassion and
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when it rises to the head one experiences enlightenment. In his book, Forster’s A Passage
to India: The Religious Dimension, Chapman Sahni writes:
According to Tantric Kundalini Yoga, this snake is a dormant energy that has the
power to destroy the illusions of life and lead to liberation. When it passes
through the heart region, one begins to hear a sound (the OM). When the
kundalini reaches the head, the sound becomes absorbed into the void and ends in
silence, at that point duality is transcended. (127)
Sahni analyzes Mrs. Moore and describes how the echo challenges her Christian beliefs.

And while he does not analyze Miss Quested, his description of the kundalini applies
equally well to her. We know that Adela has an unrelenting echo from her experience in
the caves and I contend that her echo is the sound of OM. A Hindu explanation of the
echo is that when the kundalini rose to her heart she began to hear the sound of OM and
when it rose to her head the sound stopped. And when Adela, engaging her heart and her
head, decides to withdraw all charges against Aziz her echo goes away.
It’s worth noting that Adela’s withdrawing of her accusation is very different from
women today who feel forced to withdraw their charges of rape of sexual assault. Even
when they know the person they have accused is guilty, they withdraw the charges due to
pressure and the fear of very real consequences. The difference is Adela knows Aziz is
innocent and for her not to withdraw the charges would be immoral.
The physical experience Adela has in the cave is the kind of experience others
describe when the kundalini has risen in them. These people have reported feeling a
strong or painful energy, often accompanied by shaking, jerking, or spasms. Miss
Quested feels jerked around by the energy as if it is an outside force. She hits this force
with her scientific instrument, her field glasses, and the force breaks the strap on the
glasses. So, unlike her first experience when she looked at the snake through the field
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glasses and the snake was destroyed, this time the snake destroys the field glasses. The
mythological wins out over the scientific.
So, how is Adela different after her kundalini rises? At first, she is very disoriented
and cries a lot, something her rational mind has not allowed her to do in the past. Then
she begins to doubt her accusations against Aziz. She thinks how horrible it would be if
she were wrong. Ultimately, as we know, she has the courage to tell the court she

withdraws all charges. What explains such an abrupt change in behavior? Having her
heart opened to love by the kundalini would explain her new-found desire to care about
someone other than herself, and to be committed to justice over her own self-protection.
With her new-found ability to include her feelings in her decision making she now makes
choices based on what is good for others. And being committed to what is good for
others, she is determined to speak the truth and has the courage to refuse to be oppressed
by those in power.
She is aware that the English want to convict Aziz, but she will not go along with their
desire. She knows in their minds, Aziz is already convicted. Major Callendar says, “Not
one of them is all right,” and Mr. Lesley, with a clever laugh, says, “the judge (who is
Indian) is more frightened of acquitting than convicting, because if he acquits, he’ll lose
his job” (215). Ronny says, “Conviction was inevitable; so better to let an Indian
pronounce it, there would be less of a fuss in the long run” (215). Ronny is saying
conviction is inevitable knowing that Adela has doubts about what happen and that he has
silenced her doubts and told her not to speak about them in front of anyone as it would
hurt the case (203).
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It’s clear that the English are against the Indians and none of them, except Fielding,
want to discover whether Aziz is innocent. Adela is surrounded by people who want Aziz
convicted and while they pamper her, they don’t really care about her. What they care
about is the chance to declare an Indian guilty. Elizabeth Walls writes, “The reliability of
Adela's memory is questioned by Fielding and, accordingly, by the reader. Yet despite
Adela's apparent infirmity, the British act on the assumption that her first account of the

events is true” (56). When Fielding insists Aziz is innocent McBryde tries to dissuade
him and says things like, “We shall all have to hang together” and, “The man who
doesn’t toe the line is lost” (171).
Despite all this opposition, Adela has the courage to renounce the charges she herself
has levied against Aziz. Walls describes the power of Adela’s withdrawal of the charges
like this: “. . . the feminine utterance is revolutionary in that it renegotiates Victorian
social spheres by employing a woman's voice to disrupt the chauvinistic and racist legal
traditions undergirding the British Empire” (56). Adela, in using her personal power
speaks the truth and, in the process, disrupts the legal and social power structures in
Chandrapore. It’s worth noting that her personal power comes from having the courage to
take an unpopular stand. Of course, now she must accept the consequences of having
successfully confronting the power structure and won. And the consequences are
complete rejection, something she knew would happen, yet she proceeded.
By telling the truth Adela exposes the unethical legal practices of Chandrapore---a
system that is willing and in fact eager to convict an Indian on circumstantial evidence
such as a broken strap on field glasses and the word of a woman who is suffering an
emotional breakdown. The prejudices of the social system are also exposed as the “good”
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and “proper” ladies are caught out in their zeal to convict an Indian man with no evidence
that he has committed a crime. It is bad enough that the people in the legal and social
systems fail to get what they want; what is worst they are exposed for not only being
wrong but being wrong because they allowed their prejudices to guide their decision
making---in effect they are exposed making an emotional decision rather than a rational
one. This from the British who extol the virtues of rational thinking and wouldn’t want to

be caught dead making an emotional decision. Moreover, having a woman in charge of
herself and rejecting the need for male protection is alarming. With her one action Adela
detonated the Chivalric system in Chandrapore which is really a cover for keeping
women oppressed. Now the gentlemen of Chandrapore are faced with either admitting
that women do not need their protection or rejecting Adela as a freakish anomaly. Of
course, they choose the latter.
But Adela did not need or want their protection because her confession was not done
out of self-interest. The Lover archetype has taken over and it guides her to act out of
love---love of a humanistic principal. Pearson describes the Lover archetype as follows:
The Lover’s goal is to be in a relationship with the people, work and surroundings
they love. The Lover, also known as Eros, causes us to experience a passionate
connection to a particular landscape, to our work, to an activity, to a cause, a
religion, a way of life, or a person. Without Eros, we can be born but never really
live: our Souls simply never fall to earth. It is Eros—passion, attachment, desire,
even lust—that makes us really alive. (Pearson 149)

Adela renounces her accusations when she realizes that her actions can hurt an
innocent man. She says to Ronny, “I’ve made a mistake.” “Ronny he’s innocent; I made
an awful mistake” (202). She goes on, “It would be so appalling if I was wrong, I should
take my own life” (206). Again, Adela is motivated by something greater than her own
self-protection, in this instance she is motivated by her desire to do the right thing. She is
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faced with an existential decision, does she sacrifice an innocent man to save herself
knowing she is wrong, or does she have the courage to admit she is wrong in order to
save Aziz’s life? Of course, in saving his life she is also saving her own sense of self,
though she does not realize it.
Finally, the day arrives, and Aziz is put on trial. Adela is called as a witness and is
ready to testify against him. But when questioned by McBryde, she suddenly feels like

she is back at Marabar, and that it seems more lovely this time. As McBryde continues to
question her, he asks her to visualize each step of that day. When he asks if Aziz
followed her into the cave, she requests a minute to answer. Visualizing the caves, she
cannot picture him following her. She states quietly that she has made a mistake, that
Aziz never followed her. The courtroom erupts. Callendar tries to halt the trial on medical
grounds, but Adela emphatically, though without emotion, states she withdraws all the
charges. The enraged Mrs. Turton screams insults at her. The English men and women
are horrified at her pronouncement and leave Adela alone in the courtroom.
Adela shows real courage in making this choice, knowing that the English people
want to convict Aziz. She has spoken truth to power or what Michel Foucault calls
parrhesia. According to Foucault someone is said to use parrhesia and merits
consideration as a parrhesiastes only if there is a risk of danger for him or her in telling
the truth. We know that Adela has spoken truth to power at great personal risk. As soon
as she utters the words “I withdraw all charges” she is literally an outcast. The English,
except for Fielding, will have nothing to do with her after she withdraws charges. But
being an outcast is something she is willing to endure because being within the social
circle of Chandrapore is worse. Staying within the acceptable limits of that society would
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mean to continue to repress her feelings and she is no longer willing to do that. At this
point, with the Lover archetype guiding her, she makes decisions based on what her Soul
wants. I’m not using Soul here in a religious sense but a psychological one. In the
psychoanalytic sense Soul is the part of us that provides meaning and value in our lives.
According to Pearson “Whether love comes to us as erotic or romantic love, a love for
work, for justice, for humanity, or for God, it is a call from our Souls to move away from

a disconnected way of living” (152). We know Adele has been feeling as if she is living
in a disconnected way from her statement about living at half pressure and this is no
longer acceptable to her. She wants to learn how to give and receive love. This means she
is leaving behind the limited and restraining script for a British woman in Chandrapore
and choosing to live a bigger life.
Later, when Fielding and Adela are talking, he wonders if Mr. McBryde didn’t
exorcise her. In today’s terms we would say that McBryde, probably unknowingly, put
Adela into a meditative state which helped her assess her allegation against Aziz in a
nonjudgmental, open and curious way. This state is like a hypnotic trance where her
defense system is suspended making the deeper parts of the mind more accessible. In that
state Adela knows the truth and speaks the truth, even though she must face an
unflattering truth about herself, namely her initial willingness to destroy a man’s life to
protect her sense of herself as a good girl. Being a good girl is the persona of the
Innocent, but to progress and find her mature self she must give up this persona, and she
must give up her safe place. Finally, she is ready, she no longer needs to cling to a state
of safety, she is ready to face the paradoxes of life. While she was in a state of innocence,
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she could not acknowledge her binaries and now she is on the road to discovering and
uniting them.
After her eviction from English society, Adela has no friends and nowhere to go. Only
Fielding befriends her and helps her book passage back to England. However, Adela’s
more important passage is a spiritual/psychological one. She has fallen out of innocence.
She did so the minute she admitted her own misjudgment in a courtroom full of people

she knew would reject her for that admission. But while she is no longer in the safety of
the Garden of Eden, she is on the path to becoming a more whole person, that is, if she
will allow her feelings to be integrated along with her rational thinking.
In the end, Adela escapes from a script that does not allow her to become (in
Pinocchio’s words) a real girl. And Fielding recognizes her change and describes it like
this; “Although her hard school-mistressy manner remained, she was no longer
examining life, but being examined by it; she had become a real person” (245). Her script
required her to go along and to get along with authority figures, to be conventional, to
repress her sexuality, to play a game of self-protection rather than self-actualization, to
accept a secondary role in her own life, that of a protected yet oppressed woman. But
after her cave experience Adela is different. Though Forster doesn’t make it explicit, we
can infer that Adela writes herself a new script, and this time gives herself a starring role.
In her new script she will star as a well-integrated, feeling and thinking woman who
knows how and is willing to use her personal power. In Jung’s terminology, she is on her
way to individuation. In Carol Pearson’s terms she is embarking on her hero’s journey
and will become much more than a priggish schoolteacher.

30

In Hindu terms, her kundalini has risen to her heart chakra and destroyed many of her
illusions about life, liberating her in the process. She now has the presence of mind to
think, “All the things I thought I’d learnt are just a hindrance, they’re not knowledge at
all. I’m not fit for personal relationships” (197). With this awareness she is more fit than
she has ever been, since she now realizes a part of her is missing----in her case the feeling
part. Forster describe her thusly: “. . . her senses were abnormally inert and the only

contact she anticipated was that of the mind. Everything was now transferred to the
surface of her body” (193). With her new sensitivity Adela sees the man in the courtroom
who is classed as an untouchable. He is pulling the rope that works the fan and his
presence rebukes the narrowness of her sufferings, and she thinks to herself, “In virtue of
what had she collected this roomful of people together? Her particular brand of opinions,
and the suburban Jehovah who sanctified them---by what right did they claim so much
importance in the world, and assume the title of civilization?” (218). As she questions her
beliefs her illusions are being exposed and she is open to seeing the world in new ways.
A new and unknown sensation protected her, like magnificent armour. She didn’t
think what had happened or even remember in the ordinary way of memory, but
she returned to the Marabar Hills . . . The fatal day recurred, in every detail, but
now she was of it and not of it at the same time, and this double relation gave it
indescribable splendor. Why had she thought the expedition “dull”? Now the sun
rose again, the elephant waited . . and a match was reflected in the polished walls---all beautiful and significant, though she had been blind to it at the time. (227228)

The key phrase in the second sentence is “she did not think,” she has let go of her
rational mind and is experiencing the world through her senses. And from this sensing
state she experiences the caves as having indescribable splendor, beautiful and
significant. She wonders why she was blind to it before. She was blind before because
she could only think and not feel. Now she is allowing herself to feel. When she returns
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home to England in her new feeling state with the Lover archetype still guiding her, she
introduces Mr. Fielding to Stella, Mrs. Moore’s daughter. Mr. Fielding and Stella get
married and Adela is responsible for bring about a loving relationship. She literally plays
cupid. Adela has walked a part of the medicine wheel, discovered the value of her
feelings, and now has a new perspective on the world. She cares for others and their
happiness. From the Hindu perspective she has had a spiritual awakening.

With her spiritual consciousness awakened she has united her mind and body, and in
so doing, transcended her duality. She does not have to choose to be rational at the
expense of her natural impulses. She can now be both a rational and a feeling person. She
can now stop living at half pressure and begin to live life all the way up.
For those of you who want to begin to learn from Adela how to move from excessive
dependence on thinking and begin to learn how to get in touch with and express your
feelings I give you the following exercise.
Exercise One
Hands Touching Hands
Select a partner, face each other, then bring your hands up and touch each other’s
palms and fingertips. Your hand will be pressing against your partner’s hand. Without
talking, look into each other’s eyes and interact with your partner thorough your hands
only. Begin moving your hands and fingers. Pay attention to your feelings throughout the
process. Do this for about three minutes without speaking. Then, write in your journal
about your feelings. Were you embarrassed, insecure, did you feel foolish, scared, elated,
mischievous, vulnerable, etc. How do you feel about your feelings? Do you discount
them? Do you want to explain and rationalize them away? Or do you honor them as
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legitimate clues to the treasures that are inside you? It doesn’t matter what your feelings
were. There are no right or wrong feelings. I hope you will honor your feelings even if
you don’t find them acceptable.
In Chapter Three Anna Wulf puts many of her thoughts and feelings into four
different notebooks, or what I call a mandala, in order to weave her fragment parts into a
whole. You may want to put your feelings in a notebook. I’ll offer two more exercises at

the end of Chapter Three.
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Chapter Three
Anna Wulf: From Madness to Wholeness

In this chapter I analyze Anna Wulf, the protagonist in Doris Lessing’s The Golden
Notebook (1962), using the Jungian archetypes known as the Innocent and the Destroyer.
I start with a reiteration of the Innocent archetype as it relates to Anna and a brief
definition of the Destroyer and why it’s important to Anna. I also analyze the structure of
the novel using a Jung mandala.
Anna Wulf’s innocence takes the form of denial---a failure to admit that she is
powerless to change the world, a failure to admit that the men she loves do not love her, a
and a failure to admit that pain and suffering are at the root of life. Anna is like Little Red
Riding Hood who personifies the Innocent archetype. Like Red, Anna refuses to
recognize that the wolf has intentions to hurt her and others. Clearly, she needs to fall out
of Innocence and adopt a more realistic view of the world, and the Destroyer archetype
will help her do this.
The goal of the Destroyer is metamorphosis through death; its task is to help Anna let
go and accept mortality and to give her the gifts of humility and acceptance. It will help
her to admit that she cannot change the world with one novel, that the men she loves do
not love her and that there is pain and suffering at the root of life. Before Anna learns the
importance of humility, she is arrogant. Her arrogance manifest itself in her
unwillingness to fail and her unwillingness to see the world from a realistic perspective.
Her fear of failure and her narrow view of the world is causing her writer’s block. Anna’s
unconscious has called the Destroyer into her life because she is suffering from realizing
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that everything that she has worked for or tried to build has come to nothing (i.e., her
work in the Communist Party and her romantic relationships).
Anna needs help from the Destroyer, who will help her bring a figurative death to
parts of her life. The Destroyer will help her end relationships that are not working, and it
will help Anna let go of her naive ways of thinking. The Destroyer also calls into play
Anna’s own power for destruction which Anna has avoided. She has avoided claiming
her power as a Destroyer because she fears the responsibility for the relationships she will
have to end and the people she might hurt.
Though none of the literary critics who discuss Lessing’s novel use Jung’s Innocent
and Destroyer archetypes and none of them use the lens of a Jungian mandala, most agree
that Anna Wulf is trying to achieve wholeness by putting the fragmented parts of herself
together. Frances Lang, writing about several of Lessing’s characters says, “Lessing’s
protagonists progressively come to understand themselves and, simultaneously, become
aware of a general human potentiality for greater perceptive ability than we now
possess.”(10). A greater perceptive ability is something Anna must achieve if she is to
become whole. Marjorie Lightfoot writes, “Mrs. Lessing, by breaking through form to
reflect content demonstrates the capacity of the individual to break out of repeated
patterns of failure” (277). I agree with Lightfoot. Anna has repeated patterns of failure
which she must learn to recognize. It is only by recognizing her patterns or her script that
she can change them from failure to success. Lois Marchino says Lessing is writing
about, “the search for self-identity and through knowledge of the self one also discovers
one’s role in society” (252). Anna does search for identity and when she finds it, she then
knows what role she would like to play in society, that of a marriage counselor and
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teacher. Tonya Krouse also comes the closest to my argument that the Destroyer
archetype is working within Anna but without calling it that, instead she describes Anna
as self-effacing. She writes, “Throughout the ‘Free Women,’ as well as in the individual
notebooks, readers repeatedly witness Anna rendered faceless on the page, not only in
relation to Molly but also in relation to other characters that populate the text” (42).
Finally, Alison Lurie writes, we come to Lessing “to find out, first, how it really is, and
second, what to do about it” (19). Answering Lurie’s questions is the purpose of this
chapter. This chapter shows readers how Anna discovers how it really is and what she
does about it once she acquires a new world view. Anna uses the archetype of the
Destroyer, as a guide to dismantle what is not working in her life and she uses the center
of mandala (the golden notebook) to integrate all her fragmented parts. Let’s begin with
an autobiographical context.
Autobiographical Context
Doris Lessing, like her character Anna Wulf, was an ambivalent member of the British
Communist Party, undergoing Jungian psychoanalysis, and involved with a series of
lovers on which Anna’s lovers, Michael and Saul, are based. Like Anna’s Frontiers of
War, Lessing’s first novel, The Grass is Singing, is set in the Rhodesia of her youth and
was a literary and commercial success. l contend that Anna Freeman Wulf is a device for
Lessing’s own exploration of psychic division and a quest for psychic wholeness. In fact,
Lessing acknowledges her own explorations in the 1971 Introduction to The Golden
Notebook writing, “. . . I was learning as I wrote. Perhaps giving oneself a tight structure,
making limitations for oneself, squeezes out new substance where you least expect it. All
sorts of ideas and experiences I didn’t recognize as my own emerged when writing” (xiv-
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xv). Anna, Lessing’s alter ego, and Ella, Anna’s alter ego, are writers. They write, and
from their writings come personal insights. Likewise, you can use this novel as a template
for telling your own story, perhaps creating your own mandala/notebook, and in the
process create a more integrated self and as Lessing says, “learn as you write.”

What is a Mandala and Why Does Anna Need One?
A mandala is a symbolic circular structure reflecting the wholeness of the person
creating it. Jung contends that putting the fragmented parts of ourselves into a circular
mandala will allow us to integrate those parts into wholeness. To contextualize the need
for a mandala which will bring about wholeness for Anna, we look at the historical and
social context of her world. One part of Anna’s story takes place in the 1940’s during
World War II in Rhodesia (now Zimbabwe). The other parts take place during the 1950’s
in London. During both time periods the world is breaking down politically, socially, and
culturally. According to Robin Visel, “London in the 1950s is postwar, post colonialism,
and pre-second-wave feminist. Under the (democratic socialist) Labour Party, the British
class system is being dismantled by creation of the welfare state. Women’s roles are
changing even as the period idealized female domesticity” (01).
Additionally, there is an active Communist Party in Britain of which Anna is a
member; it too is in the process of imploding. In other words, the world, as Anna knows
it, is breaking down and she feels it personally. Anna and her friend Molly want to live as
free and liberated women, and they want to participate in the Communist Party but are
finding their goals more and more difficult to achieve. “The point is,” said Anna . . . “the
point is, that as far as I can see, everything’s cracking up” (4). Anna realizes that this
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opens a space for a personal cracking up or, in the language of this paper, a chance to
experience the Fall---the fall from innocence and naïveté into realism.
In her 1971 introduction to The Golden Notebook, Lessing says, “Nobody noticed,
but this book’s central theme is of ‘breakdown.’ Sometimes when people ‘crack up’ it is a
way of self-healing, of the inner self’s dismissing false dichotomies” (xii). Though Anna
is not yet conscious of it, her “crack up” is really a coming to terms with the dichotomies
in herself---dichotomies such as male and female and idealism and realism. More
importantly, Anna will deal with the ultimate dichotomy—life and death. Anna will need
to experience figurative death as necessary for the metamorphosis she seeks. The
Destroyer helps Anna bring death to her prettied-up version of life. She learns to accept
that the ultimate reality of the universe is not pretty, neat and totally in human control.
And the Destroyer attacks Anna’s defenses, opening the door for her to encounter her
deeper selves.
The Structure and Content of Anna’s Mandala
I maintain that The Golden Notebook itself is structured like a Jungian mandala, a
symbolic circular structure reflecting the wholeness of the person creating it. According
to Jung, “a mandala is the psychological expression of the totality of the self” (20). Jung
discovered the significance of mandalas through his own inner work. He writes:
I sketched every morning in a notebook a small circular drawing, a mandala,
which seemed to correspond to my inner situation at the time. With the help of
these drawings, I could observe my psychic transformations from day to day... My
mandalas were cryptograms... in which I saw the self—that is, my whole being—
actively at work. (6)
We know Anna is striving for this kind of psychic realization and transformation,
because in the introduction Lessing writes, “In The Golden Notebook, things have for
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Anna come together, the divisions have broken down, there is formlessness with the end
of fragmentation and the triumph of unity” (xii). The basic form of most mandalas is a
square with four gates containing a circle with a center point. Anna does not create an
actual mandala but a figurative one, her mandala is her notebooks. In Anna’s figurative
mandala, the square with the four gates is the frame narrative, Free Women. The circle is
the four colored notebooks: black, red, yellow and blue. They are interspersed throughout
the novel and always in the same order, creating a circular narrative. The center point is
the golden notebook.
It’s worth noting that while creating her mandala, Anna sits on a circular stool “an old
fashioned music stool spun almost as high as the table” (53). In other words, she sits in a
sacred circle while she re-creates her life. She describes her first entries in the black
notebook: “The first book, the black notebook, began with doodlings, scattered musical
symbols, treble signs that shifted into the # sign and back again, then complicated designs
of interlocking circles, then words” (54). Anna starts with these symbols which are from
her unconscious and then she moves on to word pictures that come from her conscious
and unconscious mind. The images she puts in her mandala/notebook are from her past,
her dreams, her visions and her imagination. During her breakdown she has a
hallucination as describes below:
It was a new and hitherto not understood picture of the world . . . the essence of
the experience was that such words, like joy or happiness, were meaningless . . .
she knew she had had an experience for which there were no words. It was
beyond the region where words could be made to have sense. (622)
This hallucination takes Anna beyond words, and because she is achieving unity,
words like joy and sadness are meaningless. She has gone beyond dichotomies.
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One more word about Lessing’s structure. She structures her novel so the reader
experiences disorientation and the energy-draining effect that comes from being a
fragmented personality. The style of The Golden Notebook is modern and post-modern.
Lessing tells a coherent story of the protagonist in a fragmented and nonlinear way with
overlapping sections that interact with one another. It contains four notebooks each
dealing with a different subject (i.e., the black notebook is about her time in Africa; her
red notebook is about her time in the Communist Party; her yellow notebook is a fictional
story based on her life and her painful breakup with her lover; and her blue notebook
functions as a journal where she records her memories, dreams and emotional life. The
reader must stay alert to distinguish between when Anna is writing about her reality, or
fiction, or taking us into her imaginative world. Additionally, the reader must distinguish
between the “fictional” Anna (of Free Women) and the “real” Anna who is writing in the
notebooks. Thus does Lessing purposefully blur the lines between fiction and reality. To
quote John Steinbeck in Sweet Thursday, “There are people who will say that this whole
account is a lie, but a thing isn’t necessarily a lie even if it didn’t necessarily happen.” I
think Lessing understands that fiction is as valuable as a true story in helping us view the
world in a new way. And I agree with her. See Exercise 3 about fictionalizing your own
story.
According to Roland Barthes, when reading The Golden Notebook, the reader is no
longer a consumer, but a producer of the text. In agreement with Barthes, Jeannette King
argues that “The Golden Notebook constitutes an example of a text that requires the
reader to actively engage in constructing meaning rather than in passively consuming it”
(51). I like Barthe’s and King’s idea that the reader becomes the producer of the text and
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here’s how I became a producer. I made sense of the novel by first analyzing the
fragmented pieces and then fitting them into a whole. Anna’s stories, fictional and
autobiographical, are the content of her mandala, and it is through all these stories that
she discovers the limitations created by clinging to her false dichotomies. Though the
content of her stories is different, her process in each of the stories is the same. She is
stuck in a stereotypical female role hanging onto an idealistic and naive worldview. She
becomes conscious of this and other dichotomies through her stories, dreams, and
visions.
Anna’s Dichotomies
What’s in a name? The reader is alerted to the essence of Anna’s story even before
hearing it through her name—Anna Freeman Wulf. In Jungian terms, Anna sounds like
anima, which is the feminine part of a whole personality; Wulf represents the wolf, or the
animus, the male part of a personality. To destroy the male/female dichotomy, Anna must
integrate her anima with her animus, or, like an updated Little Red Riding Hood, she
must befriend her inner wolf and use its energies. Only then can she experience freedom
as suggested by her middle name, Freeman. Interestingly, her middle name serves as a
link between her female and male names.
It is important to acknowledge that dichotomies are neither good nor bad. They are
only appropriate or inappropriate according to how they are used in various situations.
For example, on the surface, selfishness sounds bad, and selflessness sounds good, but
this is not always the case. To have access to her whole personality Anna needs to be
both selfish and selfless. Anna is appropriately selfless when she allows her daughter to
go to boarding school. It’s not something Anna wants, but what her daughter wants.
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However, being selfless all the time allows others to take advantage. For example,
Ronnie and Igor are living in Anna’s house and Igor is not paying rent. He mistreats
Anna and puts her on the defensive in her own home. Still, Anna struggles with the
decision to ask him to go because she thinks to do so would be selfish and selfishness is
bad. She grapples with herself, “I want him out, but I’m not going to have the heart to do
it, because I’m going to feel sorry for him. . .” (377). This is one of Anna’s major
struggles as she is prone to act as a rescuer of others even when it is against her interests.
Finally, Anna claims her power and tells Igor he must go. When she does this, we have
hope that she is gaining access to a greater range of behavior with more versatility, more
choices and therefore more power. She is becoming whole.
Gaining a whole personality is what Jung calls individuation. Individuation is a
process of transformation whereby the personal and the collective unconscious are
brought into consciousness by means of dreams, active imagination, or free association to
form an integrated personality. In the first chapter of Free Women, we discover Anna’s
one-sided idealistic and stereotypical feminine view of life. And we hear her
indiscriminately disparaging a male view of life. She describes her friend Molly’s exhusband Richard as one of the financial powers of the country (23). Yet she sees this as a
bad thing, and she finds no redeeming qualities in him. Even though he is there in
Molly’s flat as a concerned father to discuss their (his and Molly’s) twenty-year-old son,
Tommy who has for the last few months sat in his room brooding. Richard wants to help
Tommy learn about the business world as he fears he has been unduly influenced by
Molly’s bohemian circle of friends. Richard says, “I’m in the position to offer that boy--well anything he’d like” (18). Richard clearly has good intentions and wants the best for
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his son, but Molly and Anna can find nothing commendable about him. They cling to
their idealistic and naïve way of thinking and disparage everything about Richard’s
realistic business worldview.
They make light of his intention to send his three sons by his present marriage to
Oxford. Then when he asks the women if they think his present marital difficulties are all
his fault, without hesitation they say yes. They go from denigrating Richard to
denigrating all men, “we free women know that the moment the wives of our men friends
go into the nursing home (to give birth), dear Tom, Dick and Harry come straight over,
they always want to sleep with one of their wives’ friends, God knows why, a fascinating
psychological fact among so many” (27). Of course, this is not a psychological fact. And
when describing other businessmen, Anna says, “Bloody complacent swine they all are”
(44). While Richard and the swine she refers to do have their faults, they also have
strengths Anna refuses to acknowledge. From this conversation we start to suspect that
Anna is a misandrist, a woman who has contempt for and is prejudiced against men and
the male principle. In Anna’s mind the male principle refers to personality traits such as:
aggressive, competitive, and rational, and she sees those attributes as negative.
Richard correctly tells Anna that she and Molly are “extraordinarily naïve” and
arrogant (32). He says to Anna, “I can’t say you impress me with knowing what you
want, what you think or how you should go about things” (25). His critique of Anna is
accurate and could be valuable to her, but she defends against his feedback. For Anna to
achieve individuation she will need to decide what she wants and learn the skills needed
to get it. That will mean integrating her masculine side with her feminine one. Anna
unconsciously wants individuation but if she rejects the so-called male world view, she
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will not achieve it. We will also see her misandry in her assessment of her boyfriend
Willi later in the novel.
But by the time we get to the golden notebook we see Anna, in one of her dreams,
experiencing herself as a diverse group of people. She says,
Then I saw the soldier in Cuba, the soldier in Algeria, rifle in hand, on guard.
Then the British conscript, pressed into war in Egypt, killed for futility. Then a
student in Budapest, throwing a home-made bomb at a great black Russian tank.
Then a peasant, somewhere in China, marching in procession millions strong.
(569)
It’s important to note that many in this diverse group of people are men who are
taking action in the world---violent action. Later, Anna writes, “I woke a person who had
been changed by the experience of being other people. I did not care about Anna, I did
not like being her. It was with a weary sense of duty I became Anna” (575). This
contrasts with the Anna who in the first chapter of Free Women says, “. . . I was too selfconscious ever to become somebody else” (5). And yet, becoming somebody else or
feeling at one with others is exactly what she has to do to free herself from her false
dichotomies. Experiencing herself as others, particularly men of action, changes Anna,
and she replaces her misandry with understanding and compassion for these men. This is
a first step in her integrating the male principle into her personality.
Integrating the male principle will include assimilating stereotypical characteristics
her culture assigns to males. To discover her ability to use these so-called male
characteristics such as being action oriented, selfish, street smart and realistic, Anna must
add numerous word pictures to her mandala/notebooks.
In the four notebooks Anna’s process is the same whether she is describing her
personal, social, political, or sexual experiences. She is dishonest in all these relationships
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in that, rather than stating her ideas or her wants, she goes along to get along. Stated
another way, she is passive. For example, in the black notebook, Anna describes her
passivity and how it causes her to stay in an unsatisfying sexual relationship with Willi.
She confesses, “We were together for nearly three years. Yet we neither liked nor
understood each other” (67). In the red notebook, she describes her passivity in terms of
the Communist Party and says, “I joined the Party looking for wholeness, but found it
intensified the split, and yet [she] remained in the Party anyway” (154). The split is
intensified because she is not honest with the people in the party or the people outside the
party. She says,
And now I’m having to fight with myself to say: “This pamphlet is bad.” And
now I am amazed at the strength of my reluctance to say it. (I wonder how many
of us come to such meeting determined to express our uneasiness, our disgust, and
find ourselves silenced by this extraordinary prohibition once the meeting starts?)
(287)
Because she fears what others will think, Anna forgoes an opportunity to use her personal
power by making her thoughts and feelings known by saying such things as: “I like, I
don’t like, I want, and I don’t want.” Richard was correct, Anna is not willing to say what
she wants. And in not saying what she wants she is allowing her power to remain
dormant.
In the yellow notebook, Anna’s fictional alter ego, Ella, passively stays in a five-year
relationship with a married man who is unwilling to make any commitment to her, yet
she accepts what little he is willing to give never telling him she wants more. In the blue
notebook Anna knows that Michael is going to leave her, but passively allows him to
decide when and how the break-up will occur. She cooks for him knowing he won’t be
there to eat, and when he doesn’t come, she throws out most of the dinner and says to
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herself, “Tomorrow I’ll think⎯tomorrow⎯I’ll be responsible” (351). If she really wants to
be responsible, she will examine her behavior and realize the cooking she does for
Michael allows her to feel good but only temporarily. In the end when he doesn’t come to
eat, she must throw out the dinner and make excuses for him while repressing her anger
so that she doesn’t have to face reality. This is a mini script of their relationship. Anna is
settling for temporary feel-good moments like cooking that allow her fantasy about their
relationship to limp along, but in the end the fantasy cannot be sustained and must be
thrown-out. Anna knows she needs to face reality about her dysfunctional relationship
with Michael, and her part in that dysfunction, but is not ready to do so. She’ll do it
tomorrow. The consequence of her constant deferral in breaking up with Michael is that
she is acting out of fear and keeping herself in a child-like state of dependency on him.
Moreover, she is forgoing a chance to behave as an adult and claim the power and
independence that goes with accepting personal responsibility.
Anna, knowing her process is dysfunctional, wants to break through to something
better as evidenced by her going into psychoanalysis with Mrs. Marks and by the creation
of the four notebooks. She begins her notebooks/mandala with word pictures. Her
boyfriend Willi is one of the first pictures. Without using the word dichotomies and
without understanding him, Anna describes her boyfriend Willi. She says she is
astounded that she called Willi ruthless and then goes on to say he is “ruthless and kind,
cold and warm, sentimental and realistic” (68). With this picture of the integrated Willi in
her mandala she now has a picture of what her goal should be—a melding of her
dichotomies. And this melding would allow her a range of behaviors---she could be
sentimental when fitting and realistic when appropriate. But at this point, the goal to meld
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her dichotomies is unconscious, and she goes on to describe Willi in a negative way
calling him opportunistic. Here again, we suspect that Anna is a misandrist. What she
labels as opportunistic could also be seen as actively planning for his career and
networking with people who can help him reach his goal. Willi is planning for future
years while Anna does not even plan for the next day. Moreover, Anna tells us that Willi
reached his career goals while, many years later, she is still struggling to discover hers.
One of her goals, I contend, must be to learn how to live in a world that Tennyson
described as “nature red in tooth and claw.” Willi already knows this and while he is
idealistic, he is also realistic. Idealistically, he supports communist principles but
realistically realizes what is possible and what is not. When his comrades become too
idealistic, he goes back to the book he is reading or hums “Mack the Knife” (107). The
song is in sync with Tennyson’s poem with lyrics like, “Oh the shark has wicked teeth
dear, and he keeps them shining white.” This song is about a man who kills to get what
he wants. Anna is living in a world where men are killing to get what they want, but she
refuses to look at that ruthless world. Even her friend Maryrose is willing to face the
world in a more realistic way and tells Anna, “Only a few months ago we believed that
the world was going to change, and everything was going to be beautiful now we know it
won’t.” Anna asks, “Do we?” (125). Then she admits to feeling a kind of terror and
though she doesn’t say it, she refuses to believe Maryrose, and years later Anna still
clings to a belief that the communist party can change the world. So, early-on Anna is
faced with her excessive idealism and naïveté.
Later, Anna recalls that Paul, a Royal Air Force Pilot and one of her communist
comrades in Africa, was the one who had come closest to the truth about Africa under
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communism when he spoke in a spirit of anger and irony, “Has it occurred to us,
comrades, that it will be our duty, as progressives, to support [black] nationalist states
whose business it will be to develop all those capitalist inegalitarian ethics which we hate
so much?” (89). At the time, neither Maryrose's nor Paul’s comments help Anna question
or restrain her idealism, but after she puts these pictures into her notebook/mandala they
eventually help her accept realism.

The Stories Anna Puts in her Mandala
Other pictures Anna puts into her mandala come from the stories she writes about
herself and the stories of people who act as mirrors for her in that their behaviors are
much like hers. Comrade Harry Mathews is one of Anna’s mirrors. Idealistically and
meticulously, Harry prepares a history of the communist party and learns to speak
Russian looking forward to the day when he will be summoned to Moscow to help revive
the party. “With every new scandal from the Soviet Union, it seems that Harry’s morale
rose. The piles of newspapers rose to the ceiling in Harry’s rooms and overflowed into
the window” (504). When his old friend, Jimmy, invites him on a teacher’s trip to the
Soviet Union, Harry believes this is it---he has been summoned to Moscow. On the last
night in Moscow, he has not yet been summoned for his help in restoring the party. Yet
he refuses to give up his delusion as a savior of the party and unloads all his collected
history of the communist party onto Olga, the interpreter. Harry’s delusion has caused
him to see Olga as someone important in the party and someone who will care about the
information he is imparting to her. In fact, she is just being polite and wants desperately
to go home and go to sleep so she can be ready to conduct a new tour the next day.
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Including this absurd and sad but true story in her mandala for later contemplation
helps Anna face her own imprudent idealism about the communist party. Anna has not let
her beliefs in the party become delusional, but she does stay in the party and maintains a
faith that it can change the world even when she has evidence to the contrary. And much
like Comrade Harry, during her breakdown, Anna covers her walls in newspapers of all
the violent things happening around the world. However, she has a different motivation
from Harry. By now, driven by her unconscious, she is trying to face reality, while Harry
had lost touch with it. And she is successful. Facing the fact that violence is pervasive she
begins to see reality---nature really is “red tooth in claw.”
By this time Anna must be asking herself how she could have been a member of the
communist party this long, when in fact it was clear from the beginning that the
communist party was dishonest and was collapsing. Early on, when she was in Africa,
she discovered that the first principle of the communist party (that the proletariat was to
lead the revolution) was faulty, and the second principle was you couldn’t question the
first principle. She reports, “so our picture of what was supposed to happen, must happen
in fact, because it was a first principle, that the proletariat was to lead the way to freedom,
was not reflected anywhere in reality. Yet the first principle, was too sacred to question”
(86). Though Anna has this insight about the Party, she stays in it.
Yet not only does Anna allow denial of reality to operate in her political life, but she
also allows it to operate in her personal life. Just as the Communist Party did not allow
their members to question how the mostly illiterate proletariat would lead the revolution,
Anna and her alter ego, Ella, do not allow themselves to question the idea that their lovers
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may not love them. And with that we turn to the yellow notebook where Anna writes a
story about fictional characters, Paul and Ella.
The story in Anna’s yellow notebook about Ella’s relationship with Paul mirrors her
relationship with Michael and Saul. And reading what she has written about Ella forces
Anna to look at herself, and it is not a flattering reflection. Her story goes like this: Ella,
like Anna, is living with Paul Tanner, a married man, who has no intention of divorcing
his wife and marrying her. Even though Ella wants to get married she never tells Paul. In
fact, she never makes any demands or tries to negotiate the kind of relationship she
wants. Instead, she does everything she can to please him. She has numerous indications
that he does not love her and will eventually leave her, but she skillfully or not so
skillfully misinterprets or chooses to ignore the signs (just like Anna with Michael and
Saul). Ella’s observations about Paul include the following: “Yet once, opening her eyes,
she saw his face, and it held a hard, almost ugly look. And she shut her eyes not to see it
and was happy in the movements of love” (184). She goes on rationalizing,
It was if he had a personality not his. She was convinced it was not his. It was on
a level that not only had nothing to do with the simplicity and ease of their being
together; but betrayed it so completely that she had no alternative but to ignore it.
Otherwise, she would have had to break with him. (187)
Her rationalizations continue working for her and she is happy, “She drifted along on a
soft tide of not-thinking. She was thinking that soon he would marry her. Or perhaps not
soon. It would be at the right time, and he would know when that was” (189). But being
unwilling to say what she wants, Ella has forfeited all power in the relationship. She is
willing to allow Paul to decide when or if they will marry. Then for a moment she stops
to question herself:
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Surly he is not warning me. He’s not so cheap. She saw an old bitterness on his
face, and thought: No, he’s not, thank God, he’s carrying on some conversation
with himself. And the light inside her was relit. That night in bed, making love to
him was a mechanical thing. (190)
Ella’s questioning of herself in the above quote lets us know that one part of her suspects
that Paul is going to leave her, but she refuses to admit it. Instead, she is every bit as
determined to live inside her preposterous fantasy as is Harry Mathews. Both she and
Anna continue structuring this false sense of reality at their own expense. They know that
if they confront their situation, they will lose the man they love. But they do not
acknowledge that letting go of a man that doesn’t love them would allow them to give-up
their childlike dependence on their lover, move on with their life, and gain the freedom to
engage in new more mature relationships. However, before they can open themselves to
the new, they must, figuratively speaking, bring death to their present relationships. In
refusing to end their relationships they are also denying themselves the metamorphosis
that they unconsciously want.
Finally, Paul leaves Ella and goes to Africa. He’s gone for months and does not write
to her, and when he comes home, he does not call her. Yet, she is not deterred. She
dresses every night and stands at the window waiting for him to come. I am reminded of
Great Expectations’ Miss Havisham. Miss Havisham is jilted by her lover and sits in her
decaying mansion, wearing her tattered wedding dress with her stale, crumbling wedding
cake on the table, waiting for a man who will never come. Ella and Miss Havisham have
put their lives on hold waiting for a man that will never come, rather than accepting that
the relationship is over and getting on with their lives. Not only is this a sad story but it is
one of cowardice. Miss Havisham and Anna are too cowardly to face the pain that comes
with acknowledging the fact that the man they love doesn’t love them. Yet, not facing it
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causes them to live in a numb and sad existence, or as Adela Quested would describe it,
they are living life at half pressure. Getting on with their lives for Ella and Anna would
first mean understanding why they endured such a relationship in the first place and that
answer is their fear of facing pain and being alone.
Contemplating how Ella deceives herself about her relationship with Paul, Anna can’t
help but be reminded of the comments both Michael and Saul made to her. For instance,
when she characterizes her relationship with Michael as a great love affair, he responds
with “Ah, Anna you make up stories about life and tell them to yourself, and you don’t
know what is true and what isn’t” (316). Later, Saul says to her “You make use of me to
create a Hollywood dream of happiness” (548). Both men alert her to the fact that her
understanding of their relationship is a fantasy they don’t share. However, Anna clings to
that fantasy.
Her relationship with Saul is anything but a Hollywood dream. She and Saul are
locked in a dysfunctional relationship where she wants to get married and he sees
marriage as a trap. So, the relationship turns into a cycle with each of them playing the
roles of rescuer, persecutor, and victim. Anna realizes that to get Saul’s affection she
must first persecute him, acting like his jailor. Then he persecutes her by sleeping with
other women. At that point she becomes his victim, and collapses into tears. Then Saul
rescues her, saying, “poor Anna,” then and makes love to her. In the morning the whole
cycle begins again.
While playing these dysfunctional games with Saul, Anna’s breakdown is in full
swing. She has dreams and visions that cause her to understand that she and Saul are bad

52

for each other, and she tells him so. However, at this point she thinks she is too weak to
break up with him and tells him he must do it, and he does.
In the end Saul helps Anna overcome her writer’s block by telling her not to be afraid
to be foolish. “It doesn’t matter if you fail. Why are you so arrogant? Just begin” (610).
And he even writes the first line of her next book. He says, “There are the two women
who are you, Anna. Write it down: The two women were alone in the London flat” (610).
It’s interesting to note that Saul writes this line from his feminine side. This line will
begin a book about women for women. Anna writes the first line of Saul’s next novel
from her masculine side---masculine because it is about war. She writes, “On a dry
hillside in Algeria, the soldier watched the moonlight glinting on his rifle” (610). This
line lets us know that Anna has integrated her masculine side and is willing to look at life
realistically---she can see that there will continue to be wars, and man’s inhumanity to
man will continue. It’s interesting to note, however, that the moonlight (feminine in
Jungian psychology) glints on the rifle (masculine in most context). The feminine
principle is included in above sentence, but it will be overridden by the male principle
which will continue with the war. It appears Lessing is saying that humanity has not yet
reached a true balance of the masculine and feminine, but the feminine is there giving us
a glimmer of hope for a balance yet to come.
But back to Anna. Being able to take Saul’s advice and start her next novel with the
line he wrote for her is a step in the right direction, since in the past she has rejected
valuable feedback from men. For example, Richard told her she seemed to be a woman
who didn’t know what she wanted or how to get it and he was right. But because of her
rejection of the masculine in general and Richard in particular, Anna was unable to use
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the feedback. Perhaps the most valuable feedback Saul gives Anna is that she should give
up the arrogance that is causing her fear of failure (Richard and Tommy had given her
this feedback earlier but she ignored it). If she gives up her arrogance and her fear of
failure, she will be able to move past her writer’s block and ahead with the individuation
process.
Dreams Anna Puts in the Mandala
We know that Anna will reach wholeness when in a dream she sees her body lying on
the bed and numerous people from her past come to the foot of the bed and try to fit
themselves into her body. Anna watches with interest to see which person she will accept.
She says, “then I was conscious of danger, for Paul came in, who was dead. He dissolved
into her . . . Anna was cold because she was filled with the dead Paul” (573). Paul is the
man Anna felt was the most realistic and closest to the truth about the future of
communism in Africa. But he was also dead. So, with the acceptance of Paul (her Paul
not Ella’s Paul) into her body, Anna is allowing realism to exist alongside her idealism,
and she is also allowing death to exist alongside life. However, she does not fully
integrate the life/death dichotomy until a later dream in which the controlling person in
her dream, a masculine presence, insist that, “. . . instead of doing what I always do,
making up stories about life, so as not to look at it straight, I should go back and look at
the scenes from my life” (588). She does as he suggests, and the first image is of millions
of beautiful white butterflies over the Mashopi Hotel. But the beautiful scene of
butterflies turns out to be an explosion of a hydrogen bomb. Yet, she describes the bomb
as “unbelievably beautiful, the shape of death” (589). At this point we can assume that
Anna has indeed integrated the ultimate dichotomy of life/death. She sees death as
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beautiful, somewhat the way Carlos Castaneda described it in his novel, Tales of Power.
In that novel Don Juan, Castaneda’s teacher, tells him that his death is always on his left
acting as an advisor, and aiding him in acting impeccably. Those who acknowledge death
live lives of courage and are willing to bring an end to things that no longer work for
them. Anna has described herself as a coward and now she must invoke her courage and
become like the Destroyer. She needs to call on the Destroyer in order to end her
relationship with Saul and Milt. Speaking figuratively, she must bring death to those
relationships.
Next, the imaginary projectionist in Anna’s dream has her look back at her life
through a different lens and says, “And what makes you think that the emphasis you have
put on it is the correct emphasis?” (590). Anna then realizes, “he is thinking that the
material had been ordered by me to fit what I knew and that was why it was all false”
(591). This is a major insight for Anna in that she realizes that what she believes about
her past and present is colored by her need to see the world idealistically. She has refused
to look at the ugly parts of life. As she watches the film, she sees the following:
Mrs. Boothby stood in the kitchen of the hotel at Mashopi, her stout buttons
projecting like a shelf under the pressure of her corsets, patches of sweat
dark under her armpits, her face flushed with distress, while she cut cold
meat off various joints of animal and fowl and listened to the young cruel
voices and crueler laughter through a thin wall. (606)

Anna sees that Mrs. Boothby has the courage and willingness to endure even while her
young guests are laughing at her. As Anna continues watching the imaginary film, she
sees the hurt on Willi’s face as she flirts with Paul, but he endures. She sees Mr. Boothby,
now old and portly, envious of young men but enduring. She sees the endurance of Paul
Tanner’s wife facing him after he’s been out all night with another woman.
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Anna switches off the imaginary machine and reads the words she has written about
courage:
It’s a small painful sort of courage which is at the root of life, because injustice
and cruelty are at the root of life. And the reason why I have only given my
attention to the heroic or the beautiful or the intelligent is because I won’t accept
that injustice and the cruelty, and so I won’t accept the small endurance that is
bigger than anything. (606)
Anna now understands that the small endurances in the above examples are what courage
looks like. Now she can assess her own life with more courage and can look at ugliness
and find beauty in it. This allows her to gain a realistic view of the world---one that can
exist alongside an idealistic one.
In her golden notebook, the center point in her figurative mandala, Anna has the
stories of Willi humming Mack the Knife, Paul exposing the irony of the situation in
Africa, and Maryrose acknowledging they were not going to change the world, and she
accepts these perceptions. And now, not having the burden to change the world, Anna
can become a boulder pusher (590) and understand that that’s enough. To help her
understand that boulder pushing is enough, Saul says to her, “There are a few of us
around in the world, we rely on each other even though we don’t know each other’s
names. But we rely on each other all the time. We’re a team, we’re the ones who haven’t
given in, who’ll go on fighting (612).
Saul has helped Anna realize that those she refers to as the great men have already had
the big ideas and all she is responsible for is communicating their ideas to the world in
her own unique way. And while this is a slow, thankless task, like pushing a boulder up a
hill, it is nevertheless her small part of a bigger world mission. With this knowledge she
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has gained the Destroyer’s gift of humility. She lets go of her arrogance, accepts humility
and is no longer afraid of failure. With that her writer’s block disappears.
Moreover, her acceptance of death allows her to put an end to things that do not work
for her. At the beginning of the novel, Anna is unable to end things even when she knows
she should. She stays with Willi when the relationship is unsatisfying, she stays in Africa
longer than she thinks she should, and she stays in the communist party longer than she
wants to. But now she is a changed woman. Hence, when she realizes her relationship
with Milt is not what she wants, she ends it. Milt is a man who admits that he “feeds on
women and sucks other people’s vitality” (626). Nevertheless, Anna begins a relationship
with him. But this time she asks for what she wants. She says to him, “Milt I want you to
stay with me” (632). When he doesn’t want to be in an equal give-and-take relationship,
Anna refuses to continue, and furthermore tells him she won’t be there should he decide
to return and that she plans to get a job and begin a career. Then she actively proceeds
with her plans which include downsizing her flat to accommodate only her. She is no
longer waiting for Michael, Saul or any other man. Neither the Little Red Riding Hood
image nor the Miss Havisham’s image applies to Anna any longer.
Anna is now a woman with an integrated anima and animus—she is a whole person.
She became whole by putting all the fragment parts of herself in her notebooks/mandala
and then analyzing those parts in a new and honest way. This honest analysis allowed her
to balance her idealism with realism, and her misandry with a healthy respect for the
masculine. Moreover, in recognizing and giving-up her arrogance in thinking that she
must write a novel that would change the world, she overcame her writer’s block. To help
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you learn from Anna about how to confront your own fears and integrate dormant parts
of yourself, I offer the following exercises.
Exercise Two
Feel the Fear and Do It Anyway
In your notebook jot down the answers to the following questions. “What would I do
if I knew I couldn’t fail?” We’ll call what you would do if you knew you couldn’t fail
your secret dream. Next, jot down all the reason you are not pursuing your dream. After
you’ve finished your list, read it over and then ask yourself if those reasons are the
excuses you use to protect yourself from feeling vulnerable?
Make a list of your failures. If you don’t have many, ask yourself if you’re serious
about playing the game of life. Consider this. Babe Ruth had 714 homeruns, but he also
had 1330 strikeouts. Could he have had all those homeruns if he had not had all those
strikeouts? How many homeruns are you missing out on because you’re afraid of
strikeouts? Remember: failing is how we learn.
Fearing failure limits your personal power because it keeps you from acting and it
keeps you playing defense rather than offense. In other words, fear keeps you playing a
game of self-protection rather than one of self-actualization. Anna can’t write because
she must protect herself from finding out that she can’t singlehandedly change the world
with her writing. When she decides it’s enough to be a bolder pusher, she can write.
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Exercise Three
Describe One of Your Heroes
Leslie Rubinkowski, in an essay entitled, In the Woods, asks the question, “Have you
ever wanted to know the truth so bad you made it up?” I have, and one way I made it up
was by doing the exercise below that I am now recommending to you.
Identify one of your heroes (living, dead, real or fictional). List some of their admiral
characteristics. Then describe yourself using those same attributes by telling two stories
about yourself, one real and one fictional.
Your real story may help you identify your strengths or your starting point on the
medicine wheel, and your fictional story may help you unearth attributes you didn’t know
you had. After all, the characteristics we admire in others are characteristics we have,
though we may not know it. If we’re not aware of those traits in ourselves, making up a
fictional story can help us discover them.
Next tell two stories about yourself (one real and one fictional) using attributes that
are the opposite of those you admire in your hero. For example, if risk taking was one of
the characteristics you listed as admirable, tell two stories about yourself being cautious
and be sure to emphasize the positive aspects of being cautious.
Seeing the positive side of what you might have defined as negative characteristics
can help you accept and then integrate those characteristics. This is how you walk the
medicine wheel and get all its gifts. If you have the versatility to choose when to take a
risk and when to be cautious, you’ll be more successful and more whole.
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